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Rhythm, Sound and Sense: Narrativity in 
Sun Wenbo
by Maghiel van Crevel
Leiden University
Critical discourse has presented narrativity as an important trend in 
contemporary Chinese poetry, but with a near-exclusive focus on issues of 
content, and little time for issues of form. Through a case study of a poem 
by Sun Wenbo, this essay shows the crucial role of formal features and 
their interaction with content in the establishment of narrativity, with
special attention to the phenomenon of rhythm.1
Introduction
Sun Wenbo was born in Chengdu in 1956,2 and has lived in Beijing 
since the mid-1990s. After three years of secondary education, three years 
of forced rustication in the countryside during the Cultural Revolution, 
and jobs as a car mechanic in the army and a Chengdu factory, in the early 
1980s he began to write. Over the past decade, he has established himself 
as a prominent voice in contemporary Chinese poetry. This is manifest in 
journal and book publications, citation in PRC critical literature and invited 
readings abroad.3 The latest token of recognition of his poetic oeuvre is a 
broad, carefully edited selection of his work published in 2001 by the 
Peopled Literature Press (Renmin wenxue chuban she) in the prestigious Blue 
Star Poetry Series (Lanxing shiku).4
Sun Wenbo^ poetry, invariably associated with that of Xiao Kaiyti 
and Zhang Shuguang, presents an important trend characterized by a 
relative paucity of imagery, by sobriety and a thoughtfulness unfit for 
grand gestures and spiritual intoxication. Their writing has been invoked 
by critics such as Hong Zicheng, Cheng Guangwei and Tang Xiaodu to
1 I thank Ernst van Alphen, Lloyd Haft and the JMLC reviewers for their 
comments on this paper.
2 Not, as most published sources claim, in 1959. This inaccuracy stems from 
the introduction subsequently copied and re - copied elsewhere any number of 
times — accompanying Sun's first publications, together with other Sichuan 
poets, in the Hong Kong newspaper Thumb (Da muzhi) of 15 July 1986. Sun 
never bothered to set the record straight, but has confirmed 1956 as his year of 
birth in an autobiographical essay (2001b). Biographical information comes from 
that source, and from persona) communication with the poet (interviews, 
correspondence) since 1991.
3 Sun 1997, 1998a, and 2001a are three individual collections of his poetry, 
together providing a complete overview of his work to date. Sun Wenbo has 
read at the Rotterdam Poetry International festival (1998), and at the Munich
Goethe Institute and the Berlin Festival chinesischer Literatur (2002).
help identify what has, sometimes polemically, been called Poetry of the 
Nineties (jiushi niandai shige).5 One of its features is that of narrativity
xzVzg) •丁his concept has been stretched by Tang Xiaodu to fit a mixed 
bag of texts, but definitely applies to the work of Sun, Xiao and Zhang.
It need not surprise us that critics have discussed narrativity in these
4 In recent years, the series has brought out anthologies of the work of 
acclaimed authors such as Shu Ting (1994), Gu Cheng (1998), Haizi (1995), Xi 
Chuan (1999), Yu Jian (2000) and Wang Jiaxin (2001). Notably, in 
contradistinction to most of the countless poetry collections published in China 
these days, the Blue Star books are "original editions1 (benban shu). That is, 
their authors have not had to pay the publisher, but are getting paid instead. 
Officially， it is illegal for an author to “ buy” her-/himself a publisher， but in 
scholarly, critical and publishing circles, these facts are common knowledge and 
openly discussed down to the financial details and the nitty-gritty of purchasing 
I(book numbers" (shuhao), i.e. ISBN numbers. Since the early 1990s, there has 
been considerable interaction between private Kbook traders1* (shushang) —  
business people before anything else but sometimes with a soft spot for other 
than financial values of literature and the arts — and public, often state-owned 
publishing houses. A recent upsurge of series of poetry collections is explained 
by the observation that partaking in a series is cheaper than having one's poetry 
published individually. Sources wishing to remain anonymous independently 
informed me that the authors in the 1999 Midnight Subway Poetry Series 
(Lingdian ditie shicong) each paid the Qinghai People's Press (Qinghai renmin 
chuban she) RMB 7,000. That amount is comparable to the fees received by 
authors in the Blue Star Poetry Series. The latter, however, should be reduced 
by an amount of up to RMB 2,000 in taxation and the authors’ obligation to buy 
back a large number of copies of their own work directly from the publisher.
5 Hong 1998, Cheng 1998, Tang 1999. Xiao Kaiyu (1997b, 1997c) has also 
contributed to the critical discourse, but is 一  as a poet not a critic — part of its 
subject matter, so to speak, and is therefore listed here merely pro memoria. 
liPoetry of the Nineties" is a misleading label. Especially in Cheng Guangwei5s 
usage, which sparked off a heated controversy in the years 1998-2000, its 
scope is determined by a particular poetics with calendar chronology in at best 
an ancillary role. The said poetics is broad enough to accommodate a variety of 
oeuvres， jointly pitted against a perceived “ lyricism” in 1980s poetry written by 
authors as diverse as Bei Dao and Haizi. Perennial problems of such terminology 
aside, it is safe to say that across the board, "Poetry of the Nineties" displays 
more critical self-awareness than that of the 1980s, through poetic voices with a 
predilection for indeterminacy of various kinds.
poets' oeuvres almost exclusively with reference to content.6 For one thing, 
narration in its narrow, common sense — the construction of stories — 
easily leads to association with paraphraseable aspects of the literary work. 
That is: with content in its narrow, common sense, and in practice with the 
poem’s plot. Moreover， Xiao Kaiyu， critically the most vocal of the said 
poets, has encouraged such thinking in his explicit poetics. Whereas it has 
been the done thing to echo modem “Western” views of literature, ever 
since the socio-politically inspired humanism of the early-1980s “Obscure” 
(menglong) poetry, Xiao submits that contemporary Chinese poetry^ 
predicament can be summed up in the question of what to write (xie 
shenmo). Only after that has been decided should one turn to the question 
of how to write (zenmo xie).7
True enough, content narrativity doubtless helps constitute Sun’s, 
Xiao’s and Zhang’s poetry. But critical discussion to date needs to be 
complemented by investigating whether the narrative character of their 
work, defined as its resemblance to the telling of a story, is realized by 
something else than paraphraseable content, too. How narrative is this 
poetry _  and how is it narrative?
These questions are prompted by Sun Wenbo’s “The Program,” a 
long poem representative of the aforesaid narrative trend. It is also 
representative of Sun's writing at its strongest and its most typical, and 
thus warrants extrapolation of its essential features to other parts of his 
oeuvre.8 My analysis is informed by the following considerations, First 
(section 1)， “The Program” derives content narrativity from the 
sophistication of its plot, but the interpretation of one of its protagonists
6 Cheng 1997a and 1997b; Tang 1999; Li 1998; as in note 5, pro memoria: Xiao 
1997b and 1997c.
7 Xiao 1997b: 97. For a brief outline of Xiao’s，Sun’s and Zhang’s views on 
narrativity, see Cao 2002: 299-303.
8 SEQUEL TO THE PROGRAM {Xu jiemu dan, Sun 2001a: 256) fails to meet the 
standards set by its predecessor for narrative complexity, interpretation of its 
protagonists and acoustic value, and is marred by the distracting inclusion of 
English words.
simultaneously presents a contrast of narrativity and lyricism. This 
thematizes its very status as a poem, making it meta-poetry, or a poetical 
text p狀 ardknce: it says what it is_ Secondly， narrativity in “The Program” 
is not just of the content kind, but also fundamentally generated by its 
sound combined with its appearance on the printed page. This happens 
on two levels: that of objectifiable formal features (section 2) and that of the 
less objectifiable but no less interesting phenomenon of rhythm (section 3). 
My concluding remarks (section 4) include some contextualization for Sun 
Wenbo’s poetry and related works.
Form and content are inseparable. Their distinction is relative, and 
not a rigid dichotomy. In Jaap Oversteegen^ analysis, form and content 
are viewed as together constituting a closed circuit, or as the two ends of a 
sliding scale: each is relative to, dependent on and ultimately a function of 
the other (Oversteegen 1965: 29 - 31). But their inseparability does not 
justify their equation, or detract from the usefulness of their distinction 
for examining various aspects of poetry.9 Among countless definitions of 
poetry, of special interest to us here are those addressing a dynamic 
relation of form and content, of sound and sense. Amittai Aviram offers 
such a definition:
A poem .... is an utterance designed to draw the reader’s or listener’s 
attention simultaneously in the opposed directions of mere sound and meaning, 
and thus to afford a sustained feeling of tension. (Aviram 1994: 51)
The next two sections of this essay will travel in these opposed directions, 
first that of extremes meaning and then that of sound _  and of vision. 
Subsequently, les se touchent in a framework provided by Aviram's theory
9 Or, in the words of Veronica Forrest-Thomson (1978:121): “Too many literary 
theorists have taken [the observation that form must support content] to mean 
that form and content are fused in such a way as to make it impossible for us to 
distinguish levels in a poem or to find it good on one level though ill on another. 
If form must support content, it is no less necessary .... that content should
support form......[Form and content] must be different, distinguishable, in order
that their relations may be judged■”
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of poetry.
I subscribe to Aviram’s opinion that rhythm is absolutely central to 
the poetic experience, but often short-changed in criticism. (Aviram 1994: 
54-57, and passim) For one thing, this is because the words that constitute 
the critical medium do not offer a self-evident way of doing justice to 
rhythm. If not with a partial insensitivity or indeed indolence in poetry 
reading, acquired in the referentially driven verbal culture of schools and 
universities among other places, disregard for rhythm and other elusive 
formal qualities comes with the phenomenon of content bias. Content bias 
is disproportionate attention to paraphraseable parts of the poem (CF Frye 
1957: 77, Zhang 1992:179 and most of all, Forrest-Thomson 1978 [passim]), 
to what may appear to be its straightforward, semantic message.
For strictly formal poetry, its adverse effects are plain for all to see. 
Content bias would, for instance, reduce Li Bai?s time-honored if over­
exposed 'Thoughts on a Quiet Night^ to description of a traveler's 
melancholy. If this poem’s semantics, violated by their extraction from 
among its other levels of operation, are less than spectacular, that only 
helps to prove the point. Wen Yiduo’s “Dead Water,” to cite a prime 
example of well-formed Chinese poetry from the early modern era, would 
amount to no more than allegorical musings on stagnancy and rot in a 
ditch. Such reduction should really lead back to the very question it begs, 
that of form. Why did these poets go to the trouble of coining phrases of 
equal length containing rhyme, parallelism and so on? In one of Veronica 
Forrest-Thomson?s illustrations of a reprehensible type of criticism that she 
calls “Bad Naturalization,” why didn’t Eliot just say “Life seemed so futile” 
instead of writing “The Waste Land”？（Forrest-Thomson 1978: xi and 
passim, 133) Moving closer to our own time and faced with contemporary 
Chinese poetry's overwhelming inclination toward ''free^ verse — t4The 
Program” being a case in point — we may invoke Eliot the critic to caution 
ourselves: No verse is free for the man who wants to do a good job. (Eliot 
1942: 37)
Content bias is partly explained by the fact that semantic paraphrase
offers an easy and unconstrained way of talking about poetry, an activity 
that is notoriously difficult _  and no less thrilling _  as soon as it ventures 
beyond the safe confines of mere rewording. Forrest-Thomson’s Poeh’c 
Artifice presents a frontal assault on content bias, in
an attempt to talk about the most distinctive yet elusive features of poetry: 
all the rhythmic, phonetic, verbal, and logical devices which we may group 
together under the heading of poetic artifice.(Forrest-Thomson 1978: ix)
And she convincingly takes the issue one step further by claiming that 
precisely those aspects of poetry which are most difficult to talk about 
most clearly mark it as poetry. (Forrest-Thomson 1978:1) Outside 
professional, scholarly and critical circles, many poetry-loving readers 
tend to see the analysis of poetry, sometimes tellingly metaphorized as its 
“dissection,” as a violation of the intuitive, emotional experience of beauty. 
From a rhetorical position that is per se near-impregnable, they maintain 
that whether paraphrastically or artificially inspired, any way of talking 
about poetry is plain wrong, and the only true encounter with the poem is 
its exact, literal experience on the page or in recital. Cross-cultural and 
cross-linguistic literary scholarship, insofar as it is of a translatory nature in 
the broadest sense, certainly as a part of area studies _  talking in language 
A about poetry in language B, talking in culture A about poetry in culture 
B _  is especially in danger of content bias, but intralinguistic scholarship 
by no means guarantees due regard for form either.
For modem Chinese poetry, certainly that from Mainland China, 
content bias is aggravated by the interference of history and politics in 
Chinese cultural life. The 20th century brought upheaval, ranging from 
war and revolution to starvation and other horrors brought on by 
totalitarian political campaigns. Coupled with the socio-political 
engagement of the traditional Chinese poet and with the importance that 
Chinese rulers have continued to attach to literature, be it as censors or as 
sponsors, this situation has reinforced perceptions of the literary work as 
the reflection if not the logical — paraphraseable! — product of
circumstance. If “high” literature as rhetorically frilled social 
documentation has become a caricature in various places around the 
world, invoking it here is justified by strong tendencies in criticism, in 
China and elsewhere, to take modern Chinese poetry as just that.10 The 
poem is then made to serve as data for historical discourse more than 
anything else. This essay aims to help redress a balance of form and 
content, of sound and sense, in research on free verse with varying degrees 
of freedom in modern Chinese poetry.
(1) Content and plot
An aside on terminology is in order here on four overlapping words: 
content, meaning, sense and plot. In this essay, I prefer content to meaning 
wherever possible,11 because the latter has even fewer limitations, perhaps 
on account of its frequent use during acts of interpretation in other than 
literary-critical languages. Content is, in the words of Oversteegen, the 
subject matter present in a given form, (Oversteegen 1965: 29-31) or the 
poem’s more or less paraphraseable aspects, with the constellation of its 
constituents intact _  in the linear order of reading, for instance. The 
poem's plot is the same thing, but after it has been paraphrased, 
rearranged in the analysis and so on, and with less attention to its 
amplification by formal aspects. I occasionally use sense as one half of the
10 There are of course exceptions, especially in the study of clearly formal texts, 
e.g. Cyril Birch% (1960) study of meter in Xu Zhimo and the work of Lloyd Haft, 
whose latest book (2000) is a monograph on the Chinese sonnet. Regarding free 
verse， Peter Hoffmann’s (1993) monograph on Gu Cheng’s poetry exemplifies a 
truly comprehensive approach. Conversely, there are foreign-language 
anthologies, such as Finkel 1991 and Barnstone 1993, whose presentation of 
poetry from the PRC is content-biased to a particularly disturbing degree, 
especially so in light of the breadth of their intended audience.
11 Not, obviously, in sections 3 and 4, insofar as they draw on Aviram 1994 and 
adjust to that book's terminology.
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complementary couple sound and sense, an elegant characterization of 
what the complex thing that is poetry has to offer, its more scholarly 
counterpart being form and content.
“The Program” (Jiemu dan, 1994) is a sizeable text, like many of Sun 
Wenbo’s poems: 72 lines neatly divided into nine numbered stanzas-cum- 
episodes. (Sun 2001a: 219-222) The translation below is more rigidly 
“faithful” to the original than its literary rendition, published elsewhere. 
(See HEAT 1997 #5:144-149) The reader is asked to forgive the 
occasionally stilted result. My concern has been to ensure that each line 
contains the same word groups as its Chinese source, if at all possible in 
the same order, to let the text unfold to its Anglophone reader in similar 
fashion to the original. In sections 2 and 3, we will return to the paramount 
importance of the line as an organizational unit in Sun Wenbo's work.
1
Leafing through the beautifully printed program, you see 
a fiction of night: with a moon like a face ravaged by cholera.
He sits on a stone bench in the garden. Grief over the loss of his father
stirs his soul as would cheap liquor. You see
his depressed stare at the withered chrysanthemum.
When the orchestra strikes up, he starts, on the stage,
to walk back and forth. He sees you. You and he know that
to define positions for the actors and the audience means: confusion.
2
One step， just one step， and you have crossed the audience’s 
line. You have even seized the main character's role.
You have taken his position now， and set foot on an avenger’s
road. Compared to him, you know better who the enemy is,
you would almost madly shout the enemy's name. You
brandishing the sword that was once his, on the stage dash toward
the highest point. You are directing the extras, wanting them
to bring the enemy before you, right there you want to chop off his head. 3
3
Does he tolerate your behavior? He seems so dejected!
He has quietly withdrawn to a corner of the stage, his hands 
restlessly tugging the edge of the curtain. And the rest of the plot,
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how should it be handled? How will a larger scene 
combine with this scene to form a full-fledged act? He 
doesn’t know now. How can the time of two hours 
be whiled away in only half an hour? And there should be 
schemes yet， and conspiracies, betrayal， and someone’s love.
4
Thereupon， time quivers in the crowd’s eyes: clouds 
rush like mad dogs over the crowd’s heads; rivers 
fall, revealing glossy cobbles; bats 
at dusk swoop to and fro 'round humming electricity lines.
Thereupon, you start stating details from a book: 
a sentence read out loud, downcast 
retroflex sounds. They turn into a play within a play, 
on death, on a tale come back to life from death. Thereupon,
5
the crowd sees a shocking episode: on a street corner, 
in a busy inn, a bunch of blind-drunken soldiers 
are loudly talking smut. Between two of them a quarrel 
arises, over comments made about a woman. This leads to 
knives being drawn, to the inn being smashed up as they fight.
In this madness, all those present lunge into tangled warfare. And 
people die. Just how satisfying is this smell o f blood?
The audience is watching, wide-eyed and trembling with fear.
6
And the sentimental are now sobbing. And a bereft
woman has now fainted in her seat. Time seems
to glide to one side now. You seem to walk into another life now.
"Daytime cities, let them vanish like froth.
Rise, rise. But not rise like steam, no, 
rise like a rocket， screaming and in flames.”
You are satisfied with those sobbing; as for the ones that have fainted, 
them you curse: you frail souls, what good is it that you exist?
7
Well what about him? He has left, in a gloomy state of mind. He
has entered an out-of-the-way side street of reality. Under pale yellow
streetlights, he walks with lowered head. Above his head, the wind makes
noises, like a thief jiggling the edge of a roof. He
knows that to quit this time means to quit forever. A man,
how could he spend a lifetime inside a play? Props for wine
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will not resemble wine for long. As he turns and strides into 
a small wineshop, he shouts: waiter, bring out the wine.
8
Oh, but you are drunk with being on stage. You're like the crown prince who 
sees
the throne unoccupied. At this moment, what your eyes 
see is a scene happier than paradise: all of the 
extras are like stage props in your hand. You fiddle 
with them, as if fiddling with pencils. Chairs and tables talking?
You make the chairs and tables talk. Can walls and trees 
walk about? You make them look like leopards on stage, and 
walk about. “The stage in its greatness is a gorgeous dream.”
9
But you, how will you make the final curtain fall? One climax
after another has not just spurred on feverish waves in the hearts of the
audience,
but also pushed you to the center of excitement. In their eyes, 
all you see is the glint and flash of knives and swords. The music 
keeps working to construct a splendid future. Bread-like 
swollen desire makes you reach out your hand time and again. You 
have forgotten yourself, and forgotten him. You have become 
a usurper. You now think that whatever you lay hands on is just that.
I have said that this essay aims to help redress a balance of sound and 
sense. While the content interpretation below is accordingly sketchy, it 
makes a sense structure visible that may be meaningfully related to sound- 
and-look structures discussed in sections 2 and 3.
“The Program” comes to us in the words of an omniscient speaker, 
whose critical distance from its protagonists is clearest halfway through 
(stanza 5: line 7, Just how satisfying is this smell o f blood?) and in the poem^ 
final three lines (You have forgotten yourself, and forgotten him .... You now 
think that whatever you lay hands on is just that.). The poem has two main 
protagonists, whom we may call antagonists as well: you and he. On level 
one in the diagram below, you reads the program of a theater play 
featuring him. Subsequently, on level two, you enters into the play and 
into interaction with him, forcibly taking his place (1: 7 and 2). Within the
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play embedded in uThe Program, y o u  creates (4: 5-7) another play (4: 8 
and 5:1-7). Notably, within that innermost text on level three, the 
encounter and the struggle on levels one and two between you and him 
find a parallel in a fight between two soldiers. This could, incidentally, 
generate a reading of their blind drunkenness and talking smut on the 
stage as metaphors for theatrical and hence for literary usage, backed up 
by the observation in stanza 8 that you is drunk with being on stage. More 
pertinent to the present interpretation is the expansion of the said parallel 
by the audience^ (all those present) engagement with the actors (the two 
soldiers). That is precisely what has happened in stanzas 1 and 4, with 
you initially as part of the audience. And after the pivotal interjection of 
the play-within-the-play in stanza 5 — halfway through the text, at its 
center — it is also what continues to happen in stanza 6. But now you is 
an actor, and indeed director and judge of both play and audience.
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In the diagram, italicized words are literal quotes from the poem. The 
outer circle contains “The Program，” the second circle contains the play 
embedded in the poem and the inner circle contains the play-within-the- 
play, created by you in the process of usurping him /  becoming he. Arrows 
indicate (in terj action that results in a change of status or identity; double 
lines indicate mere projection from one level onto another.
As we read on in the poem’s time toward its final lines, in its space， 
we are on our way back from the inner to the outer shells. This movement 
does not stop at the texfs boundaries. You is severed from previous 
identities of you and him and their relationship, and what you has usurped 
(9: 8) is, arguably, him. You, who started out as an audience, has become he. 
ffe, who started out as an actor， is thrown off the stage into reatoy and in 
one possible implication pushed over the poem’s edge. At the same time， 
the poem suggests that — from outside its textual boundaries — you, 
reader of “The Program,” take the place of j/ow, protagonist and reader of 
the .... program (1:1), and are drawn into an indisputably eerie if not 
grotesque and violent event. The play-within-the-play and its aftermath, 
for example, show that terrible things befall the audience. When the poem 
is next read， tiie process starts anew. The reader will become yow, j/ou will 
become he, and he will be ousted. Theoretically, in a side street of reality, he 
might become the poem’s next reader. “The Program,” or the program， 
continues endlessly and relentlessly, going around in circles, cyclical and 
resonating in itself as poetry does. (Cf Krol 1982:11-12)
The namelessness of the oft-repeated personal pronouns suggests that 
these are ineluctable， inherently repetitive patterns of social interaction 
rather than idiosyncrasies. This impression is reinforced by the prominence 
of repetition on the level of form (see section 2). It is as if these mechanisms 
become operational as soon as the next individual — including an 
“innocent” reader _  appears and is slotted in. Abstractly, then, t4The 
Program” is also about interpersonal and social roles and their 
transgression (crossing the audience's line, taking someone else's position, 
entering another life, entering reality) and rotation: from reader to
protagonist, audience to actor, actor A to actor B, inside the play to 
outside—and possibly back in again. These roles include the categories of 
subject and object: he as subject acting upon you as object; you as subject 
with him as object of the audience^ gaze.
But there is another dimension to the interpretation of the poem’s 
protagonists. Throughout stanza 1 and in the poem’s closing sentence， the 
second-person protagonist j/ow suggests identification with the reader- 
narratee. This highlights the sophistication of the poem's plot and its 
content narrativity. Most occurrences of you, however, are clearly 
apostrophic. That is, they address a second person that is not the reader, 
and by the discursive temporality of the here-and-now of the address — as 
opposed to that of narrated time — they draw attention to the poem as an 
event, as a speech act, and to its lyrical qualities.12 A dual identity o f you as 
both reader-narratee and the addressee of the apostrophe is by no means 
excluded, its first and last occurrences (1:1 and 9: 8) being cases in point. In 
the dosing sentences of stanza 1 and the opening of stanza 2, you can be 
seen to change gradually from the reader-narratee into the addressee of the 
apostrophe, to remain so through stanza 8 and some way into stanza 9. 
Only there does the reader-narratee resurface: flustered, and set off against 
the speaker's cool, critical distinction between authenticity and make- 
believe, between theater and real life, which takes us straight back to the 
beginning of the text. Crucially, the overall picture is that of two distinct 
but inextricable identities of you. TTieir duality need not subvert the poem’s 
content narrativity in itself. Quite the contrary, it heightens narrative acuity
12 Jonathan Culler (1981: chapter 7) has established the centrality of 
apostrophe in the (lyrical) poetic experience. Culler cites Northrop Frye's 
description of the poet as “turning his back on his listeners” 一  reflecting the 
Greek etymology of apostrophe—and John Stuart Mill’s observation that “the 
artist is not heard but overheard” （Frye 1957: 249-250 and 5)_ Culler’s analysis 
focuses on apostrophe as addressing inanimate entities, thus making them 
animate. Van Alphen (1996: 23-32) builds on Culler, but highlights the possibility 
that the addressee is intuitively envisaged as a human being to begin with.
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by reminding us of the lyrical in the middle of the narrative. This 
thematizes the texfs very status as a poem, making it meta-poetry, or a 
poetical text par excellence: It says what it is.
(2) Objectifiable formal features
We now move on from sense to the senses. As for most other poems, this 
one’s primary sensory feature is sound, but its visual appearance merits 
attention too.13 For poetry, unconventional as an appeal to the olfactory or 
the tactile may be, the visual aspect is self-evident, especially in graphically 
conspicuous cases. Not only in poems laid out like a swastika or a city 
map, but also — to cite an example from Sun Wenbo’s literary 
surroundings — in Yu Jian’s enormous “long-short” lines (c/zawgdufln /u) 
punctuated by spaces the size of one or two characters: holes in the wall, in 
one possible reading.14 Of the text under scrutiny, we shall find that a 
crucial feature is the interaction of the acoustic and the visual; specifically: 
that its narrativity partly derives from enjambment.
“The Program” has nine numbered stanzas of eight lines each. The 
equal size of its component parts is typical of large parts of Sun Wenbo's 
oeuvre, with stanzas of as few as four and as many as 11 lines. A striking 
example is his “Narrative Poem” (Xwste s/n)， in 23 stanzas of eight lines
13 According to Jill Bennett (2000: 81-82) and Ernst van Alphen (2000, on the 
somatic aspects of reading) among others， art as a rea卜time somatic experience 
is to varying degrees defined in opposition to cognitive processing. Indeed, none 
of the senses are excluded from realizing the work of art as affect. One need 
only think of perfumed paper, tree bark as the carrier of painting, or positively 
multi-sensory art like Richard Long’s landscape manipulation. Even art that 
needs to be tasted is conceivable, and probably exists — what is meant here is 
of course not culinary achievement hailed as, that is: likened to a work of art.
14 This is, obviously, a different usage of changduan ju  than the one that is 
roughly synonymous with classical ci verse: see, for instance, Yu 1997. A good 
overview of Yu Jian's work to date is found in Yu 2000. For English translations, 
see Renditions 46 (1996) and 56 (2001).
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each Sun. (1997:109-118) In “The Program,” line length varies from 13 to 18 
characters. Notably, all nine stanzas end in long lines and all but the first 
two begin with long lines, which makes them cyclical. Especially for a 
narrative poet like Sun, it is wise to remind ourselves that the poet, not the 
typesetter, determines where the line ends. (Cf Krol 1982: 3-4) In section 3 ,1 
will elaborate on the importance of this point. On the whole, the text looks 
solid, earthly _  an orderly line-up of stocky blocks of writing whose width 
just exceeds their height — and regular if not monotonous, repetitive and 
long drawn out. If one leafs through it before beginning to read, its length 
is likely to influence one’s reading attitude. While Sun’s “Narrative Poem” 
is almost thrice as long as “The Program” 一  not to mention epic poetry like 
that of Homer (as recorded in writing), Li Ji or Vikram Seth — they are 
alike in that they far exceed the single page and, according to Gerrit Krol, 
the essential poetic feature of viewability at a glance. (Krol 1982: lOff) Sun 
Wenbo rarely rests his case at the bottom of the page. There is a patient 
insistence about the look — and as we shall shortly find, the sound — of 
“The Program” that, together with its content, echoes the poem’s rhythm, 
discussed in section 3.
How does “TTie Program” sound? Like much contemporary Ghinese 
poetry in more or less free verse, it has no structural rhyme to speak of, be 
it end rhyme, internal rhyme or alliteration. The poem does, however, 
employ the device of repetition to considerable effect. Take, for example, 
stanza 4. It begins with thereupon,15 it ends with thereupon and it literally 
hinges on thereupon, as the first word of its second half. The crowd's eyes 
(renmen de yanjing) resonates in the crowd's heads (renmen touding). We can 
read the slight asymmetry (no de in the latter phrase) as either the willed 
avoidance of monotony, a well-known poetic technique across cultures and 
ages, or as indicating that the text has little regard for detail in this respect.
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15 In the interest of the general reader, I only give the original Chinese wording 
where the translation cannot be literal enough, or the actual sound of the original 
adds to the argument.
Repetition occurs on a syntactic level, too. Each of the stanza^ first three 
lines ends with a noun phrase ushering in a new sentence16 (clouds, rivers, 
bats), standing out because of its position between a punctuated pause and 
a line break. The effect of the latter depends, of course, on the poem^ 
manner of recital _  there are sharply different ways of acoustically 
negotiating enjambment — and/or its being read, that is: seen， in addition 
to being heard. Easily the most effective instance of repetition throughout 
“The Program” is that of the singular pronouns yow and Z/e， as the first word 
of a sentence and/or a line. In section 1, we have established their 
importance from the viewpoint of content. A conservative count (excluding 
pronouns not referring to the protagonists) yields as many as 38 cases.
Their density is highest at the poem's beginning and its end, and lowest in 
its middle third (stanzas 4-6) in the play-within-the-play.
At this point， it will not surprise the reader that “The Program” 
displays no strict, regular meter.17 Nevertheless, a look at stress patterns in 
the text is worth our while. Here is stanza 1 in transcription, with stressed 
syllables in bold type:
fan-kai yin-zhi de jing-mei de jie-mu-dan, ni kan-jian
16 In this essay， sentence is used to mean (implied) noun phrase + verb phrase, 
including things like subordinate clauses marked by conjunctions. A sentence 
can end on a comma or sem卜colon. Phrases are strings between punctuation 
marks.
17 Narrowly defined, meter is an organizational principle of syllabotonic verse, 
generating the regular alternation of stressed and unstressed positions in a 
bounded structure whose constituent periods each display a regular alternation 
of stressed and unstressed syllables too _  a typical example being the iambic 
pentameter (Bronzwaer 1993: 53). Less meticulously put, in plain words, meter is 
the arrangement of stressed and unstressed or long and short syllables into 
fixed patterns such as feet (Van Gorp 1986: 358), or dun in Chinese. Benjamin 
Hrushovski (1960:178-179) presents a more conceptual view of meter in an 
essay on free rhythms in modem poetry: “Although meter has the value of a 
traditional norm and appears as a permanent impulse in the reading of a poem,
it is rather an abstraction, one never realized precisely, whereas the rhythmical 
aspect of a poem implies the whole impact of the language material in the 
reading of a poem•”
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yi-ge xu-gou de ye-wan: yue-liang xiang huo-luan-bing-ren de mian-kong.
ta zuo zai hua-yuan de shi-yi shang. shi-qu fu-qin de bei-shang
xiang lue-deng-jiu yi-yang ci-ji zhe ta de xin-ling. ni kan-jian
ta shi-shen de mu-guang ning-wang zhe ku-wei de ju-hua.
dang ban-zou de yue-qu xiang-qi， ta ka卜shi zai wu-tai shang
lai-hui zou-dong. ta kan-jian le ni. ni he ta zhi-dao
yan-yuan he guan-zhong de wei-zhi de que-ding, yi-wei zhe: hun-xiao.
Assigning stress in a modem Chinese poem in free verse is complicated, 
but not an arbitrary matter. If not fully objectifiable, the pattern charted 
above may be called intersubjective, along the following lines. A toneless 
second syllable in a compound word is unstressed: e.g. jian in kan-jian} Xiang 
in yue-Z/ang and (foo in 2;W-dao.18 A fourth-tone second syllable of a 
compound word with a first syllable in second or third tone is stressed: e.g. 
yang in yi-yang (with yi realized in second tone through tone sandhi), wang 
in ning-wang and dong in zou-dong. Stress is assigned with attention to 
context such as syntactic sentence structure,19 not division into lines: yi in 
line 2 remains unstressed. Stress within the sentence is relative: xiang in 
lines 2 and 4 and dang in line 6 remain unstressed. Conversely, stressed 
syllables are those that stand out relative to their surroundings. Relativity 
may appear problematic: Where does one draw the line? But if we agree 
that calling all but the toneless syllables stressed would defeat the purpose 
of the exercise, minimal regard for prominence and the said special cases 
results in a pattern of six to eight mostly trochaic and dactylic feet per line.
Exceptions occur in six places spread evenly through the stanza. All 
mark the beginning of a new sentence in a monosyllabic pronoun (m_ “you”
18 For kan-jian and zhi-dao, recent editions of A Dictionary o f Modem Chinese 
(Zhongguo Shehui Kexue Yuan.... 1998) and A Chinese-English Dictionary 
{Beijing Waiguo Yu Daxue.... 1995) are inconsistent. In the former, jian and dao 
are fourth-tone syllables, in the latter they are toneless. In addition to Sun 
Wenbo’s recital， I go by the toneless transcription of both syllables in John 
DeFrancis (1996) ABC Chinese-English Dictionary, in the light of that work5s 
primary concern with pronunciation and transcription.
19 Cf the “sense groups” mentioned in Birch 1960: 274-275.
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and “he”) immediately preceding the stressed first syllable of another 
verse foot: ni kany ta zuo} ni kan, ta shif ta kai} ta kan. These instances of stress 
on two consecutive syllables are moments of effective syncopation to an 
overall rhythm that can be 仕aced through the entire poem. Form and 
content—interaction of the poem's protagonists, you and he, as well as 
thematization of the dual identity of j/ow — conically connect and reinforce 
one another.
In “Mysterious Music,” Bums Cooper submits that rhythm is 
essentially a perceptual and therefore subjective but not an arbitrary 
phenomenon. (Cooper 1998) Its perception may to some extent be 
culturally and linguistically determined. I will not speculate on similarity 
and difference between native Chinese, non-native Chinese and other 
perception of “The Program” and merely observe that my analysis of the 
written text is supported by Sun Wenbo’s recital, in my non-native Chinese 
perception.20
Regarding phrase length, Sun strictly follows the written text, audibly 
pausing at each punctuation mark and nowhere else. Disregarding line 
division， his recital yields the following sequence of phrase length in 
characters = syllables in stanza 1:11-10-10-9-20-17-8-11-5-16-3-2. If we take 
line division into account, the longest phrase has 14 characters. Most 
striking are the three short phrases toward the stanza’s end， of five， three 
and two characters. Combining our character and punctuation count with 
the stanza's syntax, we find that of these three, the middle one is closely 
linked with the preceding 16-character phrase, justifying emphatic pauses 
around the five- and two-character phrases in lines 7 and 8. Again, there is 
a connection with the poem's content, in that both phrases, he sees you and 
confusion, have a high specific gravity in the stanza. The connection is 
reaffirmed if we include short phrases whose right boundary is a line break 
instead of punctuation, in lines 2 ,4  and 7. In linear order, the short phrases
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20 Poetry International, Rotterdam, June 1998; and during my fieldwork in China 
in August 2001.
build a content skeleton for the stanza and the poem: you see [the scene] /  
you see [him] /  he sees you /  you and he know /  this means /  confusion.
We have noted that Sun Wenbo employs enjambment. In this respect, 
as in others, “The Program” is representative of his oeuvre as a whole. Only 
a third of the line breaks in the poem coincide with the completion of a 
sentence, invariably marked by punctuation. For all line breaks in the other 
two-thirds of the text, it is unequivocally clear that from the viewpoint of 
syntax, we must read on. There are three categories or degrees of 
enjambment. The first， accompanied by punctuation (nine cases), is that 
exemplified in lines 5-6 of stanza 2: You, /  brandishing the sword. The second, 
average degree of enjambment (27 cases, or more than one-third of the full 
text) is seen, for instance, in lines 1-2 of stanza 1: you s ee l a fiction o f night 
and in lines 7-8 of the seventh: strides into /  a small wineshop. The line break 
interrupts the sentence, but respects the integrity of noun and verb 
phrases. We find enjambment to the third degree where the line break also 
cuts through the middle of a (compound) noun phrase or verb phrase (12 
cases), as in lines 1-2 of stanza 2: the audience's ilin e  and lines 3-4 of the fifth 
stanza: a quarrel /  arises (in the original, a four-character inchoative verb 
compound, one word broken in two: zheng-chao / qi-lai). Last but not least, 
there is a conspicuous case of enjambment bridging a stanza division 
(between stanzas 4 and 5): Thereupon, // the crowd see....
Enjambment is remarkably frequent, to the point of becoming the 
default mode. As a result, line breaks that do coincide with the completion 
of a sentence — always punctuated — gain in emphasis and finality. A 
typical example being the poem's last sentence and closing statement. 
Conversely, conventional division into lines, one of poetry^ distinguishing 
characteristics, is systematically undermined. The narrative character of 
Sun Wenbo’s work — in contradistinction to lyrical elements — thus partly 
derives from enjambment, that is: from one o f this poetry's formal features. It 
sounds like a story, quite aside from the sense we have made of it in section 
1. As above, we should remind ourselves that for its effect, it hinges on the 
text being seen, and preferably heard at the same time, in the reader^ voice
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or someone else’s. This is less so for poetry whose lines habitually coincide 
with sentence completion (in contemporary PRC poetry, that of Ouyang 
Jianghe, for instance) and for poetry without line breaks (say, that of Xi 
Chuan).
Our examination of objectifiable formal features shows that content 
aside, the oft-observed narrativity of Sun Wenbo^ poetry is generated by 
its look and sound, as well as their interaction in near-ubiquitous 
enjambment. We will briefly return to the role of the latter feature below, in 
our discussion of the relation between rhythm, sound and sense in 'The 
Program.”
(3) Telling rhythm
The present section is named after Amittai Aviram5s 'Telling Rhythm: 
Body and Meaning in Poetry.” With critical reference to an array of literary， 
linguistic and cultural theory (Jakobson, Nietzsche, Freud, Lacan,
Abraham, Kristeva, Lacoue-Labarthe), Aviram presents a theory of poetry 
with at its center the principle of rhythm, defined as the repetition of 
discontinuous elements. Rhythm controls both meaning and sound of the 
poem _  to the latter one might add the poem^ look, and theoretically its 
other sensory features. Poetry can then be read as
an allegory of the sublime power of rhythm to manifest the physical world to us. 
It is a way of infusing words with a power that is not itself in words, a way of 
saying the ineffable. (Aviram 1994: Front Flap and passim)
Often, poetry thus not only tells of unrepresentable experience but 
also of the impossibility of fully putting it into words and symbols. A great 
strength of Aviram’s book lies in its negotiation of an issue acutely 
pertinent to the study of poetry, and specifically to our answers to the 
question what poetry is. We noted this when wondering, with Veronica 
Forrest-Thomson, why Li Bai, Wen Yiduo, Eliot and countless others went
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to all that trouble to write what they wrote. If poetry were merely another 
way of doing what prose can arguably do better — say, conveying 
information, including of the imaginative, the aestheticized, the non-goal- 
oriented kind and so on — then why bother? Rhythm, then, is an origin of 
poetry, not an ornamental or rhetorical device attached to or even worked 
into a prior message. (Cf Eliot 1942: 38 and Frye 1957: 75) Rhythm compels 
affect, which triggers an attempt on the part of poet and reader to think of 
words and images to address it. (After Aviram 1994: 226) This approach 
also informs Aviram^ stimulating treatment of the relation between form 
and content /  meaning. Not in hierarchical but in ontological order, 
determined by, again, the primacy of rhythm: Poetry valorizes and 
energizes reality by using its own material reality, its own material being 
— pure rhythmic sound that, among other things, allows us to witness the 
failure of language to address the power of the very material out of which 
its signs are made. (After Aviram 1994: especially chapter 5 [64 and 
passim])
Here lies an interface with the discussion of poetic form in cross- 
cultural and cross-linguistic frameworks. Building on the work of Jan de 
Roder (De Roder 1999) to write about the phenomenon of the unmeaning 
(betekenisloosheid, what Aviram calls the meaningless or the non-sensical 
and Forrest-Thomson the non-meaningful [Forrest-Thomson 1978: xi and 
passim]) in contemporary Chinese poetry, I have elsewhere offered a 
definition of form — for the argument’s sake and none too subtle, practical 
or complete — that challenges content bias and the dominance of the 
cognitive in literary criticism and education:
Form is everything about the poem that nfjay be observed, imitated, 
memorized by one with no command of the language in which it is written.
(Van Crevel 2000: 5)
One could with some exaggeration proceed to a view of content /  
meaning, not in the abstract, but its realization, as a cultural-linguistically 
determined aspect of poetry, the assumption being that rhythm is
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universal. We need only think of musical-rhythmic differences between， 
say, Indian, Australian Aboriginal and Middle Eastern traditions to 
recognize that its universality lies not in historically specific interpretation, 
but in what Aviram calls its catchiness, and in its affective access to the 
human body.21 Further exploring what is self-evident in everyday 
experience, the universality of rhythm is shown by association with 
things like heartbeat，breathing, sex, swimming /  crawling /  walking /  
running /  flying, night and day, the seasons, birth and death, generations 
and so on. Incidentally, this forges a connection with the thematics of 
death， famously universal — that is, significant in every single cultural- 
linguistic habitat — in the realm of meaning, but equally if not more 
directly so in that of rhythm. The reader will recall that in “The Program，’’ 
death makes its advent in the pivotal stanza 5, the play-within-the-play, 
at the heart of the text.
Aviram presents the theory of poetry as telling rhythm primarily with 
reference to conventionally metrical texts， ranging from classical, 
canonized “high” culture to contemporary popular forms like rap. That 
the theory works best for this category of poetry need not detract from its 
applicability to free verse. Indeed, if relative to metrical poetry, free verse 
is closer to prose，Aviram’s questions and answers become all the more 
pressing. While that is an argument ex negativo, it derives validity from 
literary practice. What is more, the theory of poetry as telling rhythm can 
help scholarship on free verse, without claiming exhaustive or exclusive 
analytical power.
Returning to “The Program,” we find that Sun Wenbo’s poetry is not 
strictly metrical and employs little rhyme, but that it does display 
systematic, formal regularity distinguishing it from prose-like, radically 
“free” varieties of free verse. Its acoustic and visual qualities combine on
141
21 To be sure, rhythm has access to animal bodies as well. But it is only through 
the interaction of sound and cognitive sense, that is: human language, that we 
arrive at poetry.
the levels of word group，sentence, line and stanza to produce a patiently 
insistent surface beat. In verse feet, lines and stanzas, acoustically as well 
as visually, the poem’s rhythm is easily discernible， and so — albeit more 
cognitive and less straightforward _  is the rhythm^ manifestation in the 
poem's content. To conclude this section, I will integrate my earlier 
remarks on the relation of form and content.
First, the ineluctable repetition of interpersonal and social role 
patterns mirrors the poem^ orderly, monotonous flow of words. From its 
initial affective status, the poem’s aforesaid patient insistence is 
cognitivized into verbal representation of behavioral patterns. Conversely, 
the poem's calm, balanced formal features produce a stark contrast with 
the violence at the heart of the text. This exemplifies Aviram's definition of 
poetry as affording a sustained feeling of tension by drawing the reader's 
or listener’s /  viewer’s attention simultaneously in the opposed directions 
of mere sound /  vision and meaning.
Second, when you and he generate syncopation, that disrupts and 
challenges the rhythm's surface manifestation. Subsequently, that surface 
manifestation is time and again restored to reaffirm not just itself, but also 
the futility of the protagonists， efforts to take charge: They are really being 
slotted into predetermined mechanisms. In similar fashion, enjambment 
subverts the visual surface rhythm of the poem^ lines, disciplined just in 
time at the end of all but one of the stanzas， including the last. Here， I 
invoke Aviram’s observation that rather than thinking of poetic rhythm as 
a sign representing something, we should accept it as a function that is 
doing something: it manifests the physical world to us and underlies 
poetry’s beautifully doomed attempts at saying what cannot be said. One 
thing the inadequate description of poetic rhythm can do is to register 
anxiety over the fact that the power of rhythm cannot be controlled, by 
division into lines, for instance, or into stanzas. (Aviram 1994:163)
Third, in the poem’s content， the said role patterns emerge on 
different levels: see the diagram in section 1. Reading linearly we first 
move inward, from the outer world to levels one, two and three. At that
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point, reading on means moving out again. Levels two and one, as well as 
zero or the world outside the poem, are like ripples around a stone cast in 
water. Ever larger and more self-aware (especially the first stanza and the 
last), they are cognitivizing and sophisticating spheres sent forth by the 
painfully physical, central scene on level three, iri the fifth stanza. The 
message of mortality, the rhythm of death, is driven home in minimal, 
immediate words: people die {you ren siwang).
These are three ways in which words — including their syntax — and 
images in “The Program” can be seen to tell of the poem’s rhythm.
(4) Narrativity and its context
Let us presently return to the questions we asked earlier and 
recapitulate our findings. How narrative is “The Program”？ The analysis 
shows that it has strong narrative components. Notably, its narrative acuity 
is heightened by the dual identity of the second-person protagonist, setting 
narrativity off against lyricism and thematizing that contrast as a poetical 
statement. And what precisely are the narrative components of Sun 
Wenbo’s poetry, or in other words, how is his poetry narrative? The 
answer highlights the full width of the sliding scale between content and 
form : between referential, cognitive matter at one end and non-referential 
affect at the other.
“The Program” has conventional story-like qualities. It relates, 
ostensibly, a chronologically unfolding course of events and their internal 
dynamics. One could with some justification approach the text using 
structuralist narratological concepts like narrator and focalization. 
Alternatively, Monika Fludernik’s “post-classical” narratological concept of 
experientiality could apply to “The Program” too. According to Fludernik, 
narrativity occurs, that is: the reader views a text as a story, upon 
encounter with any anthropomorphous agency that accumulates and 
evaluates recognizable, “real” experience and displays emotional
143
involvement. (Quoted in Herman & Vervaeck 2001:46ff) Much more, 
however, is to be gained from adopting Aviram’s view of poetry’s sensory 
features and meaning as combining and interacting to tell of the power of 
the poem’s rhythm. Especially in modern literature， there is no reason why 
theory designed for one conventional genre could not apply to another. But 
to explore and explain narrativity in “The Program” as poetry, (post-) 
classical narratology would at best offer incomplete insights.
Of equal importance to its paraphraseable aspects, the poem’s 
essential affective impact may be gleaned in its tone and rhythm. The 
extension of the protagonists? audience within the poem to its every reader 
establishes a direct relationship with that reader, which sets the tone of this 
poetry apart from works in lyrical-visionary and unfazed-demystifying 
modes. These comparisons are informed by trends in PRC poetry in the 
1980s. Narrative hues thus acquired on the level of tone are reinforced by 
“prosaic” diction in words like and (at the beginning of a sentence)， 
thereupon, now, but and formulas like the expository this leads to and the 
phatic Well. As for the text's rhythm, its conventionally poetic, semi- 
metrical qualities are clear; but on this level its narrativity is crucially 
facilitated by the absence of rhyme, and moreover by enjambment in a 
majority of the line breaks. Referential matter in an abstract, neatly 
structured plot aside, the poem sounds almost like the telling of a story.
This is no less important for its narrative status than the issues of content 
that have hitherto dominated the discussion.22
To be sure, content bias in scholarship on 20th-century Chinese 
poetry has its contextual reasons: traditional ideas about the poefs social 
responsibility, coupled with historical upheaval. And in the case of 1990s 
narrative poetry, the explicit poetics of its authors and their sympathizers 
generally points in the same direction. Not only Xiao Kaiyu?s, who is the 
most vocal and systematic theorizer among them, but also Sun Wenbo’s. 
Notably, Zhang Shuguang is the only one who dwells, however fleetingly
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22 See note 6.
and inconsistently， on the phenomena of tone and rhythm as lying at the 
heart of the matter.23 All three emphatically situate their writing in its 
social context: life in present-day China, including its less than glamorous 
and its positively banal moments. Xiao's original concept of transitive 
writing (jiwu xing de xiezuo) — writing whose motive and often consciously 
limited subject matter can be retraced to personal, lived-through 
experience _  is a powerful tool for distancing the 1990s from the 1980s, so 
to speak. (Xiao 1997c: 221) What is more, those involved in the construction 
of narrativity as a critical category almost without exception invoke 
morality (daode) as one of their standards. Incidentally, these moral hues, 
this aura of seriousness, are among the differences with the equally anti- 
lyrical, but often ironic, sarcastic and cynical colloquial poetry (kouyu shi) of 
the mid-1980s.
In sum, according to Chinese poets, scholars and critics, content 
reflecting a real world outside the poem is indispensable. It is confirmed as 
such in the oeuvres of narrative poets of the 1990s. (Sun 1997,1998a, and 
2001a; Xiao 1997a; Zhang 1998) But crucially, content acquires prominence 
and sustains it beyond a particular historical moment only if the poem 
satisfies Archibald MacLeish's request that a poem must not mean but be. 
Or, in the words of Amittai Aviram and of similar import, if it tells of the 
power of rhythm. Especially in the light of China5 s turbulent 20th century, 
it is important that for this case study we remind ourselves that narrativity 
comes in various kinds; and for modern Chinese poetry at large, that we 
keep reminding ourselves that poetry is not rhetorically frilled social 
documentation.
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23 Sun 1998b en 2001 b; Zhang 1999: especially his answer to question 11, on 
245-246. The said inconsistency is with his answer to the first two questions, on 
235-236.
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Gu Cheng 顧城 
Haizi)'每子
Hong Zicheng 洪子誠 
jiushi niandai shige九十年代詩歌 
jiwu xing de xiezuo及物性的寫作 
kouyu shi 口語詩 




Lingdian ditie shicong 零點地鐵詩叢
menglong 朦朧
Ouyang Jianghe 歐陽江河
Qinghai renmin chuban she 青海人民出版社



























































































但你 • 你將如何使大幕落下？ 一個接一個 
的高潮 • 不單掀動了觀眾心中的狂熱浪潮， 
而且把你推向了亢奮的中心。眼睛中，
你看到的盡都是刀光劍影。一段段樂曲 
構造出一個錦繡的未來。像麵包一樣 
膨脹的慾望• 便你的手一伸再伸。你 
忘記了自己，忘記了他。你成為 
僭越者。你已經掀住甚麼就以為是甚麼。
